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1.  Introduction 
That the mere matter of a poem, for instance, its subject, namely, its given incidents or 
situation... should be nothing without the form, the spirit of handling, that this form, 
this mode of handling, should become an end in itself, should penetrate every part of the 
matter: this is what all art constantly strives after, and achieves in different degrees. 
Walter Pater, The School of Giorgi one" in The Renaissance 
James Joyce aspired to produce the kind of art that Walter 
Pater' describes in the epigraph above: that is, art which pays as 
much attention to the "form, the spirit of handling" as to the "mere 
matter" of the story. He admirably fulfilled this aspiration in A 
Portrait of the Artist as a Young Man. The novel consistently 
employs form as an integral part of matter. The particulars of form, 
for instance sentence and paragraph structure, punctuation, rhythm, 
and rhetorical schemes, can be depended upon, in some way, to link 
to the "incidents or situation." 
Joyce uses the form of Portrait to create an emotional climate 
for the content. The form works on the reader like cinematic special-
effects work on a movie audience. When you gasp at the scary parts 
of a film, or feel your heart rate quicken when characters are in 
danger, or detect a lump in your throat and a tear in your eye at the 
sad moments, you have likely succumbed to special-effects. Movie 
makers capture an audience with the help of camera angles, lighting, 2 
and background music. These effects work subconsciously on an 
audience to create a mood. In much the same way, Joyce uses the 
connotative "special-effects" of language in Portrait to capture the 
reader subconsciously. It is precisely because the appeal is 
subconscious that it works well. Announcement of an emotional 
appeal kills any chance for effectiveness. The indirect approach to 
emotions is the best approach.2 Therefore, Joyce, even when we do 
not realize how, lets us feel what is happening by using sentence 
structure or rhythm or some other extra-lexical device, while at the 
same time describing the incident or situation. 
Do not misunderstand.  I am not accusing Joyce of cheap 
audience manipulation. Quite the contrary, I am saying that he 
adroitly uses all the means at his disposal to tell his story and 
involve his audience. Think of what I am describing in terms of the 
rhetoric of fiction.  It is the author's task to persuade the reader that 
the view of reality being presented is valid or at least credible.3 
Rhetoricians from Aristotle to the present have stressed that 
persuasion is only accomplished by appealing to the emotional as 
well as the intellectual person. The emotional, the pathetic appeal 
for validity in Portrait can be found in the connotative for ms.1 
But supplying a subliminal pathetic appeal for the novel is not 
the only benefit accruing from attention to form in Portrait. Such 
attention also allowed Joyce to entwine his epistemological beliefs 
into his prose. His famous theory of epiphanies indicates that he 
believed knowledge is layered.5 He thought some knowledge can be 
gained through the senses, but some requires insight, the ability to 
recognize connotations. Joyce mirrored this philosophy in his prose 3 
when he wrote: One soul was lost; a tiny soul: his (Portrait, 141). 
The words, the easily accessible and overtly discernable aspect of the 
language, denote that Stephen's spiritual life has deteriorated. But 
the connotation of the syntax, the second layer of information, better 
portrays the emotions of loneliness and isolation. The reader 
understands the feeling of loneliness, although maybe only as a 
subliminal insight, through the ever diminishing phrases which end 
with his cut off by punctuation from everything around it. The 
pronoun is as lonely as Stephen. 
This single sentence example shows how Joyce helps the reader 
feel the emotion of his story. The example also represents his belief 
in layered knowledge by using layered information, connotative 
under denotative. But I think there is another, less coy benefit to 
Joyce's attention to form in Portrait. The prose simply sounds great 
when read aloud. Reread the sample sentence and listen  One soul 
was lost; a tiny soul: his." There is an elegance to it, a beauty which 
makes his prose poetic. For Joyce, crafting form to fit matter also 
yielded esthetic rewards. 4  2. Background 
Joyce's use of form to connote meaning in Portrait must be 
given context.  It did not spontaneously generate. Nature and 
nurture contributed to its development and signs of that 
development can clearly be seen in Joyce's work previous to Portrait. 
Let us first trace the thread of his interest in the connotative 
aspects of language back to his nurturing in school. Except for 
approximately two years spent with the Christian brothers, Joyce 
attended Jesuit schools throughout his academic career, elementary 
through university, and the primary influence on all of Joyce's work 
may well be the Jesuits.  Kevin Sullivan(1958), in his book on the 
school career of Joyce, states that "the workings of Joyce's mind, 
conscious or unconscious, were so conditioned by his early Jesuit 
training that the effects of the training may be felt in almost 
everything that he afterwards wrote."6 Joyce himself said, "You 
allude to me as a Catholic. You ought to allude to me as a Jesuit."7 
Of what did this training consist and how did it contribute to 
Joyce's later emphasis on form? The Jesuits followed the plan of 
studies known as the Ratio Studiorum. This late sixteenth century 
document, revised in 1832, served as the "instrument of what is now 
generally known as a liberal education."8 A liberal education trains 
minds, and the Jesuits trained minds with the pedagogical practice of 
prelection outlined in the Ratio. Prelection immersed the student in 
the text and the context of a passage being studied.  It required an 
organized, systematic presentation of all the details contributing to 5 
the meaning and understanding of the passage. For example, here 
are the recommended steps in a translation prelection. First, the 
instructor would ''read the whole passage without interruption."9 A 
skilled and enthusiastic teacher gave the passage a rendering rather 
than a reading, with attention payed to rhythm and tone. Such 
performances allowed students to "accustom their ears" to the feel of 
the languagelo  Following the reading, the instructor "explained the . 
topic and, if necessary, its connection with what has preceded."11 He 
developed a context so that past learning would contribute to and 
embellish the lesson at hand. Next, macro considerations covered, 
the instructor considered the intricacies of the passage. He must 
"explain the more obscure parts, connect one to the other, and.. 
explain the thought."12  It was even encouraged that he "explain all 
things word for word."1j At this time, metaphors might be 
uncovered, mythical references investigated, or culturally specific 
oddities explained. Structural as well as content elements received 
scrutiny. Scanning lines, parsing words, or noting rhyming patterns 
was encouraged. Finally, the instructor, freed from the restrictions of 
the textual elements, might "give observations"14 about the day's 
passage, praise it or criticize it or pass judgment on all or any part. 
This thorough, some might say cumbersome and over-
orchestrated, method put great value on systematic and 
comprehensive learning. Those whose minds were capable of such 
discipline, and this certainly included the mind of James Joyce, 
learned a lesson in connotative thinking by viewing a passage from 
every possible angle. The method impressed upon the student that 
there is more to interpreting a text than comprehension of the 6 
denotative aspect. Dealing with nuances and implications became 
part of the challenge of interpretation. Syntax, structure, and 
punctuation came to be understood as auctorial choices which 
effected meaning. The entire prelection process implied that a text is 
not understood as a whole until each part is analyzed and understood 
in detail. This learning method, insisted upon by the Jesuits, 
influenced Joyce. The student of the decipher-every-detail 
prelection became the master of form-fits-content prose. 
Not just how he was taught, but what he was taught can be 
seen as an influence in Joyce's writing. Joyce's Jesuit education fully 
versed him in the classical tradition. Feshbach(1980) contends that 
Joyce's study of the art of persuasion, the much practiced aim of 
Joyce's school essays, grounded him in a style which was later 
applied to fiction. Feshbach says, "It should be clear that Joyce's 
early training in traditional rhetorical conventions is crucial to his 
stylistic concerns." 15 He adds, ''Classical rhetoric with its Ciceronian 
bias is the schooled foundation of Joyce's literary art."16 The Ratio 
Studioruni, although it makes no attempt to prescribe the time to be 
devoted to specific curricular areas, does give the following minimum 
requirement when discussing philosophy:  ... none of our students 
shall pass on to philosophy until he has spent two years in 
rhetoric."17 
Joyce learned his lessons well. The earliest example of his 
work comes from his days at Belvedere: an essay, written at the age 
of fourteen, entitled Trust Not Appearances. Just one sentence taken 
from the essay will show how well versed he was in classical tropes, 7 
albeit it will also display his fourteen year old lack of judgment 
about how densely they can be successfully used. 
Fortune that glittering bauble, whose brilliant shimmer 
has allured and trifled with both proud and poor, is as 
wavering as the wind. (Critical Writings. 15-16) 
Metaphor, personification, alliteration, simile: all can be found 
in this single sentence. This ability to apply and mimic what he had 
been taught won Joyce recognition for his essays at Belvedere, and 
also earned him national eminence and monetary prizes from the 
Intermediate Education Board for Ireland in 1897 and 1898. 
The influence of the Jesuits on Joyce may have been crucial to 
the way he employed language, but influences are seldom accepted 
without the predisposition of the influenced.  It would be helpful to 
know, therefore, if Joyce was predisposed to thinking about the 
connotative. Did he, on his own, notice the aspects of language 
beyond the explicit? Was he interested in detail? There is a passage 
in Portrait which helps answer these questions. In it, the Joycean 
alter ego, Stephen, is walking alone toward the beach. Misgivings 
about his decision to reject the vocation of the priesthood trouble his 
thoughts and he "[draws] forth a phrase from his treasure" as a 
distraction. The phrase is, "A day of dappled seaborne clouds."  I 
quote here the full paragraph which follows the phrase because it 
reveals a dilemma in the mind of adolescent Stephen. An 
examination of that dilemma helps to understand the kind of issues 
in language that naturally fascinated Joyce. 
The phrase and the day and the scene harmonized in a 
chord. Words. Was it their colours? He allowed them to glow 8  and fade, hue after hue: sunrise gold the russet and gold of 
apple orchards, azure of waves, the greyfringed fleece of 
clouds. No, it was not their colours: it was the poise and 
balance of the period itself. Did he then love the rhythmic rise 
and fall of words better than their associations of legend and 
colour? Or was it that, being as weak of sight as he was shy of 
mind, he drew less pleasure from the reflection of the glowing 
sensible world through the prism of a language manycoloured 
isid and richly storied than from the contemplation of an inner 
world of individual emotions mirrored perfectly in a lucid 
supple periodic prose.( 166-7) 
Stephen contemplates his approach to language. The music 
behind the meaning; the symmetry of syntax, what Stephen calls the 
'poise and balance of the period itself:" the "rhythmic rise and fall of 
words:" these are the attributes of language that attract young 
Stephen. He worries that he is being superficial. Maybe, he reasons, 
his poor eyesight has made him less impressed by the concrete 
associations of words than by the more personal and emotional flow 
of the phonetics. Whatever the reason for his attitude, at this stage 
in his artistic development Stephen regards his unusual 
preoccupation with the sound of language as a weakness. He 
wonders if he is regrettably uninterested in the most important 
aspect of language and captivated by peripheral concerns. Is he 
sidetracked? 
The dilemma is not resolved at this point in the novel. Calls 
from friends swimming in the sea bring Stephen back to the external 
world. But the hanging issue tells the reader that the sounds of 
language attracted Joyce's attention early in his artistic development. 
Rhythm and syntax interested him. He even analyzed the interest, 
looking for its origins and its consequences. In Portrait, Joyce turned 9 
this unusual preoccupation to advantage. Teaming his interest with 
the skills he developed under Jesuit tutelage, Joyce came to regard 
the form of language as an end in itself. He then crafted the 
particulars of form to fit content and in the process created art. 
By nature and by nurture James Joyce inclined to give the 
forms of written language a larger role than most writers. An 
examination of his writing career previous to Portrait reveals how he 
developed this inclination. First, it pays to remember that Joyce 
wrote poetry as well as prose when he was young. In fact, the first 
book he published was Chamber Music (1907), a collection of poems. 
Poetry places many more formal constrictions on a writer than prose. 
To write a sonnet requires a structure different from that of a 
villanelle, and different yet from a sestina: to make judicious use of 
rhyme, meter, and rhythm, a poet must acknowledge what each 
contributes to content. This attraction to poetry may indicate again 
that form naturally interested Joyce. 
At the same time that he was writing poetry, Joyce wrote 
Dubliners. He described his style in Dubliners as mainly one of 
scrupulous meanness." In precise, unadorned language, and with 
little narrator interpretation, Joyce depicts in Dubliners what he saw 
as the paralysis prevalent in the Irish character. He relied upon le 
mot just rather than elaboration to clarify his descriptions of Irish 
life. He also enhanced his precise presentation with a technique 
borrowed from Flaubert called "free indirect discourse."18 This 
means he used the character's own idiom to represent the character's 
speech or thought. For instance, in the story "Counterparts," when 
Farrington, the indolent transcriber in a law office, is thinking about 10 
where he can get money for his next drink, Joyce renders his thought 
with this sentence: "The fog had begun to chill him and he wondered 
could he touch Pat in O'Neill's." Using the colloquial "touch" meaning 
"borrow from" presents Farrington's thought in Farrington's idiom. 
But Joyce took Flaubert's technique even further by also allowing the 
narrator to use the character's idiom. In "Counterparts" again, the 
transitional first sentence of a paragraph reads: "Just as they were 
naming their poisons who should come in but Higgins!" The narrator 
colloquializes like Farrington. 
The techniques of le 11201 just and "free indirect discourse" are 
both lexical techniques. Le mot just involves merely a denotative 
choice, while "free indirect discourse" begins Joyce's consideration of 
the connotative. But with "free indirect discourse" he connotes with 
vocabulary, not with form. In fact, neither technique involves form, 
that is structure, punctuation, rhythm, or rhetorical schemes. So 
Joyce is only part way to the place he will be in Portrait. When 
looking for methods to present content, he delves beyond the 
denotative to the connotative, but not yet past the lexical. 
Along with Dubliners, Joyce wrote Stephen Hero. This turned 
out to be the first, unsuccessful draft of A Portrait of the Artist as a 
Young Man. Joyce wrote the original of approximately one thousand 
handwritten pages between the years 1901 and 1906, but was 
dissatisfied with the result.'9 He later called it a "schoolboy's 
production. '2° When describing the changes made in the text from 
Hero to Portrait ,  critics most often speak of content and organization. 
Spencer(1944), for instance, contends that Portrait leaves out detail 
and aims at "economy." He also stresses that Joyce transferred the 11 
focus to the mind of his hero, Stephen.21 Ellmann(1959) accentuates 
that "Joyce had been dissatisfied with his earlier work as too easily 
done."21 He found a new and more complex organization by adopting 
the gestation of a soul as his controlling metaphor. 
To these major differences between version one and version 
two of this story, I would add the different and greater emphasis 
which Joyce gave to form in Portrait. He wrote Stephen Hero as a 
straight narrative. In it, he tells what is happening, to whom, and for 
what reason, but the form does not fit the matter of the story. 
Because the contrast in form between Hero and Portrait is 
important in underscoring my thesis that the form in Portrait links to 
the matter, let me give here a quote from Hero that makes obvious 
the missing aspect. In this passage, Stephen is talking about how he 
writes love poetry, a potentially emotional subject and a prime 
opportunity to make the form fit the content. 
The Vita Nuova of Dante suggested to him that he should 
make his scattered love-verses into a perfect wreath and he 
explained to Cran ly at great length the difficulties of the verse-
maker. His love verses gave him pleasure: he wrote them at 
long intervals and when he wrote it was always a mature and 
reasoned emotion which urged him. But in his expressions of 
love he found himself compelled to use what he called the 
feudal terminology and as he could not use it with the same 
faith and purpose as animated the feudal poets themselves he 
was compelled to express his love a little ironically. This 
suggestion of relativity, he said, mingling itself with so immune 
a passion is a modern note: we cannot swear or expect eternal 
fealty because we recognize too accurately the limits of human 
energy. It is not possible for the modern lover to think the 
universe an assistant at his love-affair and modern love, losing 
somewhat of its fierceness, gains also somewhat in 
amiableness. (Hero, 178-9) 22 12 
The for m here is academic. The narrator concentrates on 
Stephen's ideas about the relationship between concepts: the artistic 
"perfect wreath" versus the practical difficulties of verse-making, or 
the opposition of relativity and passion. The complex sentence 
structure does not serve any purpose beyond organization of 
information. No particular rhythm or use of punctuation mirrors 
content as was shown in the sample sentence earlier, and, except for 
the antithesis in the final sentence, rhetorical schemes do not appear. 
The paragraph as written does not represent in some structural way 
anything that happens in the content. 
As a result, Hero does not benefit from attention to form as 
does Portrait. There is no pathetic appeal, in fact the style is sterile. 
No reflection of Joyce's epistemological theory of layered knowledge 
can be found because there is no connotative message. Finally, this is 
not poetic prose.  It might be said that the form of this passage 
makes more apparent the writer as pedagogue than the writer as 
artist. 
When Joyce the artist resurfaced, he wrote Portrait.  He again 
pursued ways to convey meaning with tools beyond the denotative. 
His past and his personality had prepared him. He had begun the 
pursuit in Dubliners with the connotations of "free indirect 
discourse." Poetry writing acclimated him to a concern with form. 
Jesuit prelections served him when looking for all the possible means 
of persuasion. His natural attraction to the connotative and the 
sonorous in language benefited the depths and cadences of his prose. 
The dissatisfaction with Stephen Hero motivated him to return with 13 
renewed fervor to the path he had temporarily abandoned, the 
artistic path. 
Once on the artistic path and under the influence of "free 
indirect discourse," Joyce took liberties with the prose style of 
Portrait.  If Stephen was to speak in his own idiom, and if the 
narrator was to adopt the character's idiom, as we saw happen in 
Dubliners, then the prose of the book could be no more predictable 
than the character. Two factors generally influenced Stephen and, 
therefore, the prose. The first factor was age; as Stephen matures so 
does the prose. The next factor was the emotional strain on Stephen 
in any particular situation. Trauma triggered repetitive prose laden 
with emotional appeals and connotative elements. 14  3. Portrait 
For that reason, it will mostly be the emotional episodes 
throughout the novel that will be examined here. The exceptions to 
this occur in the first and last chapters. In much of chapter one, 
Stephen's youth precludes any sophistication in his idiom, so we will 
see how simple form-fits-content techniques better correlate with 
the basic language skills of a young boy. In the final pages of the 
hook, as will be seen later, Stephen's feigned sophistication does not 
allow emotional responses and an examination will be made of how 
Stephen's attitude is reflected by the prose. 
Portrait begins with the most often examined use of style fit to 
the character's idiom, the page and a half of primer style reflecting 
the earliest recollections of Stephen. In the "Once upon a time" 
section, simple declarative statements march in line, one behind the 
other, in the simple past tense. 
'His father told him that story: his father looked at him 
through a glass: he had a hairy face. 
He was baby tuckoo. The moocow came down the road 
where Betty Byrne lived: she sold lemon Blatt ('7). 
In these statements, readers hear young Stephen clearly and 
directly. Although Joyce uses a third person narrative, we sense that 
information comes directly from the character with no intermediary. 
Stephen leads us from one unelaborated observation to another. The 
hops between topics display his short attention span and highlight 
his immaturity. 15 
But even very young Stephen is enamored of the sounds and 
rhythms of language, in the form that words can take. When Joyce 
uses the macabre nursery rhyme about penance and punishment at 
the conclusion of this section, he is indicating that the seeds of 
Stephen's interest in art were present from the beginning. Even in 
the face of authoritarian threats, Stephen plays with language and 
mollifies the menace with rhythm and rhyme. 
Pull out his eyes,  
A pologise,  
A pologise,  
Pull out his eyes.  
A pologise,  
Pull out his eyes,  
Pull out his eyes,  
A pologise.( 8 )  
In much of the rest of chapter one, Joyce uses form-fits-content 
techniques occasionally and simply. For example, in the section 
which describes the early schoolboy experiences of the very young 
Stephen, Joyce sprinkles the text with words which by definition 
indicate a stoppage of some action and places them in the final 
position of the sentence or phrase. The finality of word placement in 
the sentence mirrors the finality of the lexical meaning. Following 
are examples: 
He had to undress and then kneel and say his own 
prayers and be in bed before the gas was lowered so that he 
might not go to hell when he died. (18) 16  But he would not go to hell when he died; and the 
shaking would stop.  ( 1 9 ) 
Then their voices ceased: they had gone. (21) 
Then brother Michael went away and after a while the 
fellow out of the third grammar turned in towards the wall and 
fell asleep. (23) 
He is dead. (Appearing twice on pg. 27) 
Simple sentences contain simple techniques. The narrator has 
adopted the idiom of a young boy of Stephen's age. Joyce has 
employed an unsophisticated device also appropriate to young 
Stephen. 
In another simple first chapter technique, Joyce uses two 
words alternately to simulate an alternating cycle. We first see this 
when Stephen is ill and lying in the infirmary at school. He occupies 
his time by opening and shutting the flaps on his ears. The narrator 
tells the reader that what. Stephen hears when he does this reminds 
him of a train at night. Stephen remembers a particular train ride. 
That night at Dalkey the train had roared like that and 
then, when it went into the tunnel, the roar stopped. He closed
his eyes and the train went on, roaring and then stopping; 
roaring again, stopping. It was nice to hear it roar and stop and 
then roar out of the tunnel again and then stop. (13) 
The stops and starts of punctuation also mirror the stops and 
starts of the train noises. To affect the mirrored image, Joyce uses 
nearly a full repertoire of grammatical tools: coordinating 
conjunctions, commas, semicolons, and periods.  It is interesting to 17 
note that the British/Irish dialect refers to the grammatical term 
"period" as a "full stop," a most appropriate term in this context. 
Four pages later, young Stephen applies to the concept of time 
the lesson he has learned by listening to train sounds  He muses . 
about how long it will take to become like the big fellows in school. 
That was very far away. First came the vacation and 
then the next term and then the vacation again and then 
again another term and then again the vacation.  It was like a 
train going in and out of tunnels and that was like the noises of 
the boys eating in the refectory when you opened and closed 
the flaps of the ears. Term, vacation; tunnel, out; noise, stop. 
( 1 .1 
Joyce has chosen not to use internal punctuation for the first 
sentence, instead the repetitive phrase ''and then" more accurately 
renders the repetitive nature of time cycles. The last sentence 
quoted is really no sentence at all, but all the more effective because 
of it. The fragment isolates what is written as a product of the 
thinking process and differentiates it from the input for thought 
which precedes it. Using the weighted punctuation of commas and 
semicolons, Stephen sorts and classifies his knowledge into schema. 
In addition to cyclical and stop/go movements rendered by 
sentence structure or punctuation, Joyce also depicts the temporal 
limbo of waiting or anticipation. Joyce often uses a colon to 
structurally mirror these moments. As an example, in the beginning 
of the Christmas dinner episode, when people are ready but the 
dinner is not, the colon allows Joyce to come as close to a full stop as 
possible without actualizing it. 18 
They had come a little late and still dinner was not ready: 
but it would be ready in a jiffy, his mother had said. (27) 
A quick afterthought, a tag-along excuse prevents full closure 
of the sentence just as the reader readies to take a breath. The colon 
is to the sentence as the mother's promise is to the conversation: a 
refusal to completely stop and relinquish the right to speak to 
whoever or whatever comes next. 
At the beginning of the next paragraph, Joyce combines  a 
traditional reason for the use of a colon, to introduce a list for 
specification, with his own content mirroring technique. The 
sentence begins, All were waiting:...," and the specification follows. 
"All" refers to the list of dinner guests: Uncle Charles, Dante, and Mr. 
Casey. A separate sentence presents the final character, Mr. Dedalus. 
This sentence describes a series of perfunctory gestures followed by 
another feigned-stop colon which keeps the reader waiting for the 
end of the sentence. 
Mr. Dedalus looked at himself in the pierglass above the 
mantelpiece, waxed out his moustache-ends and then, parting 
his coattails, stood with his back to the glowing fire: and still, 
from time to time he withdrew a hand from his coattail to wax 
out his moustache-ends. (27) 
All three of the examples of colon use in the two paragraph 
span contribute to the general purpose of creating a mood of 
anticipation, a tension, a sense of incompletion, thus mirroring the 
emotional state of the characters. 
In addition to punctuation, Joyce's knowledge of poetry helped 
him mirror content with rhythm. We find one good example at the 19 
end of the "infirmary" section in chapter one. Stephen, in a drowsy 
and sickly state as he lies in the infirmary bed, drifts from conscious 
to dreamlike visions. 
The fire rose and fell on the wall.  It was like waves. 
Someone had put coal on and he heard voices. They were 
talking.  It was the noise of the waves. Or the waves were 
talking among themselves as they rose and fell. 
He saw the sea of waves, long dark waves rising and 
falling, dark under the moonless night. (27) 
To accentuate and simulate the wave action he is describing, 
Joyce employs frequent iambic rhythms and compound structures. 
Some of the sentences contain purely iambic rhythms such as It was 
like waves and He saw the sea of waves. While others, It was the 
noise of the waves, are largely iambic with a variation. The repeated 
rose and fell, and its variation rising and falling along with the 
compound structure of Someone had put coal on and he heard voices. 
exemplify binary structures simulating the up-and-down nature of 
waves. 
The opening boyhood chapter also exhibited examples of the 
simple use of alliteration to add a layer of meaning below the lexical. 
The examples are often contained within a single sentence and may 
be regarded as overdone or childlike in their lack of restraint and 
subtlety. Joyce's justification for such indulgence is again the concept 
of "free indirect discourse." The character is a young boy, and so the 
writing at this point in the book has childlike characteristics, even 
when applied to adult characters or the narrator. Stephen's father, 
for instance, in the emotional Christmas dinner episode, rants in a fit 
of anger recalling the political betrayal of Parnell. 20 
When he was down they turned on him to betray him 
and rend him like rats in a sewer. (34)  
The r 's seem to growl beneath the surface of this sentence 
making it impossible to utter aloud without snarling. 
A little later in chapter one, during the pandying episode, 
Father Dolan, the prefect of studies, indulges in alliterative excesses. 
When he first enters the classroom looking for indolent lads to harass 
he asks, 
Any lazy idle loafers that want flogging in this class? (48.) 
Father Dolan repeats the phrase lazy idle loafer once and the 
variant lazy idle little loafer twice more in the next three pages. 
When the prefect of studies does flog young Stephen for alleged 
laziness, Joyce describes the action of the priest's swing of the switch 
against Stephen's palm with the phrase swish of the sleeve of the 
soutane (50), then repeats it later slightly changed to soutane sleeve 
swished (50) and finally swish of the soutane sleeve (52). The hiss 
of the initial fricative splendidly supports the sinister character-
ization of Father Dolan and  at the same time, reinforces the , 
onomatopoetic swish. 
The prefect plays a pivotal role in a major emotional episode of 
chapter one, an episode which Joyce underlays with  an abundance of 
sub-lexical support based on classical rhetorical devices.. The twenty 
pages of the pandying episode at the end of chapter one provide an 
opportunity for the application of the Ciceronian lessons learned at 
Belvedere. 21 
The episode begins with a hushed and animated conversation 
among the boys at Clongowes school about the students who were 
caught trying to run away from the campus. Someone reports that 
they were running because they had stolen money from the rector's 
room and all went shares in it"(40). Another guessed that they 
were in trouble for drinking the alter wine that was kept in the 
sacristy. The boys, awestruck at the audacity of either of these 
crimes, were silently contemplating what horrendous consequences 
might befall the guilty ones, when a third story is proposed. They 
had been caught, says Athy with dramatic flair, in the square 
smugging. Although Stephen does not understand what smugging 
means ("Clongowes slang for a mild form of homosexual petting.' say 
the explanatory notes to the critical text.), the gossip sets the 
traumatic tone of the episode and Joyce does not allow it to falter 
until the chapter ends. He maintains the emotional pitch not only by 
telling an emotion laden childhood tale, but by propping the tale with 
rhetorical devices specifically included for their pathetic impact. 
The matter, the given incident or situation, involves a young child 
experiencing trauma and reacting with overwrought emotions. 
Therefore, Joyce uses rhetorical schemes of repetition to support the 
content. For, as Corbett says, "Repetition...is one of the 
characteristics of highly emotional language."23 Joyce repeats 
without restraint. 
The scheme used most obviously is polysyndeton, the 
deliberate use of many conjunctions. Beginning with the awe 
inspiring story that the runaway boys at Clongowes may have drunk 
sacramental wine, Joyce adopts the style of an astounded child who 22 
can not tell his story fast enough or completely enough. The 
following paragraph, depicting an attempt by Father Arnall to find a 
student who can decline the Latin noun mare, exemplifies this. (And 
notice that the narrator has borrowed Stephen's idiom.) 
Then he asked the next boy and the next and the next. 
Nobody knew. Father Arnall became very quiet, more and 
more quiet as each boy tried to answer and could not. But his 
face was blacklooking and his eyes were staring though his 
voice was so quiet. Then he asked Fleming and Fleming said 
that that word had no plural. Father Arnall suddenly shut the 
book and shouted at them. (47) 
The frantic quality of this excerpt, can be attributed to both the 
syntax and the emotions of the characters, emotions that 
communicate desperation  The repeated use of and establishes a . 
syntax which gallops on without the restraint of punctuation. This 
mirrors the volatile potential of adult violence as seen by Stephen. 
From the perspective of the child life cannot be controlled. Adults 
are seen as in charge of life, children are the beneficiaries or victims 
of it. The number of ands on each page of this section reveals how 
unsubtle Joyce was in his use of this scheme. The first page, the page 
setting up the situation, has only three uses of and. But the pace 
picks up quickly during the episode. The number of and 's used in 
the pages following the first are as follows: 21, 13, 17, 10, 21, 15, 18, 
17, 5, 9, 25, 18, 20, 20, 18, 20, 12, 18, 14. That list adds up to 314 
uses of and for an average of 15.7 per page. 
But arithmetic alone can not explain how Joyce underlays 
meaning with rhetorical devices. Other things happen in this 
paragraph, and in this episode, which involve the rhetoric of 23 
repetition. For instance, the word next appears three times in the 
first sentence accenting the student's continued failures. More and 
more is used specifically to refer to the degree of quiet, but it could 
also characterize a kind of general syntactic principle applied to the 
paragraph. The antimetabole he asked Fleming and Fleming said 
cleverly fits in another repetition. Then comes the curious 
construction that that, which in most circumstances would be 
assiduously avoided by writers. 
But the issue of avoiding awkwardness never arises with Joyce 
or his character, young Stephen, because Stephen's age makes him 
unconcerned with it.  Stephen's intellectual immaturity, in fact, 
provides another justification for the polysyndetonic use of and . 
The entire section from which this paragraph was taken is childishly 
paratactic despite the ever present conjunction. The word and gives 
no ranking to events or thoughts, it simply strings them together. 
Therefore, a child-like riverflow of language races along with only an 
occasional because to ripple the smooth surface of narrative with 
cause and effect. As a result, some strange items appear to be 
ranked equally. For instance, Stephen cries,  It was wrong; it was 
unfair and cruel''(53), when he thinks he is being unfairly accused of 
and punished for laziness. Such pleading for justice flows into a 
description of a picture in a book within only a few sentences. "Peter 
Parley had a broad hat like a protestant minister and a big stick and 
he was walking fast along the road to Greece and Rome"(53). The 
sentences are treated with equal relevance. Every event receives the 
same pitch. Everything has emotional overtones. 24 
An inventory of this section reveals an encyclopedic display of 
rhetorical schemes of repetition. Because Joyce used them with the 
same general purpose in mind, that of pushing the emotional tone 
with heightened emotional language, a listing of examples will follow 
without explanatory comments. Keep in mind that the aggregate use 
of all of the schemes creates the desired effect. 
Alliteration:  
Stephen, scarlet with shame, opened a book quickly with one  
weak hand and bent down upon it, his face close to the paper.  
(51) 
In the soft grey silence he could hear the bump of the balls: 
and from here and from there through the quiet air the sound 
of the cricket bats: Lick, pack, pock, Luck: like drops of water in 
a fountain falling softly in the brimming bowl. (59) 
Anaphora: 
It was wrong; it was unfair and cruel. (58) 
There was the smell of evening in the air, the smell of the 
fields in the country where they digged up turnips to peel 
them and eat them when they went out for a walk to Major 
Barton's, the smell there was in the little wood beyond the 
pavilion where the gallnuts were. (59) 
Epistrophee: 
And the rector would declare that he had been wrongly 
punished because the senate and the Roman people 
always declared that the men who did that had been 
wrongly punished. (53) 
But it was unfair and cruel. The prefect of studies was a priest 
but that was cruel and unfair. (52) (with slight variation) 
Epanalepsis: 
You, boy, who are vou? (49) 25  Anadiplosis: 
But when he had passed the old servant on the landing and 
was again in the low narrow dark corridor he began to walk 
faster and faster. Faster and faster he hurried on through the 
gloom excitedly. (58) 
The fellows at his table stood up. He stood up and passed out 
among them in file. (55) 
Climax: 
Perhaps he would go to confession to the minister. And if the 
minister did it he would go to the rector: and the rector to the 
provincial: and the provincial to the general of the Jesuits. (48) 
Antimetabole: 
Then he asked Fleming and Fleming said that that word had no 
plural. (47) 
Polyptoton: 
He broke into a run and, running quicker and quicker, ran 
across the cinderpath and reached the third line playground 
panting. (58) 
The appearance of rhetorical schemes like these seem to 
depend on the degree to which Stephen's emotions rule his life.  It 
pays to remember that Portrait portrays the maturation of an artist. 
The developing artist grows along dual tracks, the emotional and the 
intellectual, the world of sensitivity and the world of expression. The 
tracks run parallel, but progress along each is not necessarily at the 
same speed. At different points in the book and at different points 
in Stephen's development, one track may dominate the other and 
that dominance is reflected in the form of the prose. Wilds(1973) 
posits that the form of the novel "diverges into two clearly separate 
styles." She calls them the style of "feelings and sensations" and the 
"non-feeling style."24 During the episodes of intellectual dominance, 26 
the non-feeling times, the rhetorical devices are more difficult to 
find. The style then becomes more pedantic, more rational, and does 
not delve beyond the strictly lexical. But when emotions run strong, 
the pathetic appeals return. 
In two incidents in chapter two, Stephen struggles to find ways 
to deal with his emotions. Joyce uses rhetorical schemes to reveal 
Stephen's coping skills. The first episode occurs immediately after 
Stephen has performed in a play. He feels an adrenalin rush and 
seeks some further adventure"(85). The sight of his family, the 
familiar, waiting for him after the play threatens the fulfillment of 
his need and he angrily rushes past them with a phony excuse of 
things to do. 
Without waiting for his father's questions he ran across 
the road and began to walk at breakneck speed down the hill. 
He hardly knew where he was walking. Pride and hope and 
desire like crushed herbs in his heart sent up vapours of 
maddening incense before the eyes of his mind. He strode 
down the hill amid the tumult of suddenrisen vapours of 
wounded pride and fallen hope and baffled desire. They 
streamed upwards before his anguished eyes in dense and 
maddening fumes and passed away above him till at last the 
air was clear and cold again. 
A film still veiled his eyes but they burned no longer. A 
power, akin to that which had often made anger or resentment 
fall from him, brought his steps to rest. Ho stood still and 
gazed up at the somber porch of the morgue and from that to 
the dark cobbled laneway at its side. H saw the word Lotts on 
the wall of the lane and breathed slowly the rank heavy air. 
That is horse piss and rotted straw, he thought. n is a 
good odour to breathe. fl will calm inn heart. My heart is 
quite calm now.  I will go back. (86) 27 
The syntax runs away with reckless polysyndeton much as 
Stephen runs away down the hill; alliteration and repetition grease 
the incline to the end of the first paragraph. A rest at the end of one 
sentence in paragraph two reminds the reader of the same type of 
simple end-of-sentence devices used early in the book. He and It are 
used in anaphoric rhythm. Anadiplosis is represented again with my 
heart/My heart. But the soothing of Stephen's heart is stylistically 
accomplished by simply manipulating sentence and word length, by 
slowing the pace to one thought for each sentence and one syllable 
for each word. Ending with the iambic I will go back simulates a 
cardiac calmness: thump-thump, thump-thump. 
The very end of the chapter, always a good place to locate 
emotion laden content, gives another chance to view a Joycean 
rendition of slowing down the racing heart. Stephen has been in a 
hormonal tumult, tortured by rising tides of lustful longings and 
seeking "to force another being to sin with him and to exult with her 
in sin "(99 -lOO). He has found a prostitute to quench his desires and 
is in her room but unable to talk or make the first move. 
With a sudden movement she bowed his head and joined 
her lips to his and he read the meaning of her movements in 
her frank uplifted eyes. It was too much for him. He closed his 
eyes, surrendering himself to her, body and mind, conscious of 
nothing in the world but the dark pressure of her softly parting 
lips  They pressed upon his brain as upon his lips as though 
they were the vehicle of a vague speech; and between them he 
felt an unknown and timid pressure, darker than the swoon of 
sin, softer than sound or odour. (101) 
The paragraph begins with a mild case of polysyndeton, a 
binding together of two independent clauses and one dependant 28 
clause with coordinating conjunctions rather than internal 
punctuation. The rambling syntax which results reinforces the idea 
that Stephen's situation, like the pandying episode or like the 
adrenalin rush following the play, defies his attempts at control. 
Then, very suddenly this time, polysyndeton turns to asyndeton. 
The idea that It was too much for him connects the two syntactical 
extremes. The conjunction surrenders its role as phrase and clause 
binder to the comma as Stephen surrenders himself to the prostitute, 
without a battle. The pace of the paragraph slows. Both the tension 
in the first sentence and the relaxation in the third are palpable and 
the grammatical choices as well as the content render it so. The 
paragraph slows to a relaxed end with an alliterative string of 
unvoiced consonants that are indeed softer than sound. 
Joyce turns the sound up again in chapter three to a decibel 
level that will not be surpassed. The sermon on hell dominates this 
middle section. At the annual retreat, Father Arnall's delivery 
crushes the guilt ridden Stephen and the sermon proves to be a 
pivotal occasion in the organization of this book.  If the young life of 
Stephen is to be portrayed as the mythical hero's journey, the 
attempt to escape the nets which keep the soul from reaching its 
lofty human potential, then the sermon on hell represents the last 
best effort of the church to ensnare Stephen's soul. Because the 
sermon so pains Stephen, Joyce once again employs all the 
techniques which he has used before to heighten emotion. 
Assonance, anaphora, epistrophee, epanalepsis, anadiplosis, 
alliteration, climax, rhythm, rhyme, etc.: all are utilized with 
profound effect. 29 
However, neither the sermon nor all the rhetorical techniques 
within it can be totally ascribed to Joyce. The source of much of the 
sermon can be found in an English translation of the seventeenth-
century Jesuit tract entitled Hell Opened to Christians, To Caution 
Them from Entering into It. But Joyce, says Thrane(1960), 
"transform[ed] such unwieldy material as Hell Opened to Christians 
into one of the most dramatic and effective portions of the 
novel  '25 
The transformation is certainly evident when examining how 
Joyce applied the sermon to Stephen. Stephen falls hard when he 
hears the fire and brimstone lecture. He takes it personally, as an 
accusation and a warning of his own abject spiritual state. He 
believes that, "Every word of it was for him. Against his sin, foul and 
secret, the whole wrath of God was aimed"(115). How does Joyce 
credibly portray the sermon as the cause of such an overwhelming 
sense of personal guilt? To answer that question, a great deal of 
information can be gained by again examining the sub-lexical 
techniques employed. 
The sermon begins with a long composition of place, a detailed 
description of what the priest calls "the material character of that 
awful place and the physical torments which all who are in hell 
endure"(127). It next moves to the hellish spiritual torments and 
then to the third spiritual wound of hell, the sting of conscience  At 
this point in the sermon, Father Arnall drives home Stephen's 
personal culpability. This is also a good place to view some of the 
changes Joyce made in the original text in order to employ it for his 30 
own desired effects. In the original tract, the speaker describes the 
sting of a guilty conscience in the grammatical first person. 
Consider, the third wound which this sting of conscience 
causes in the damned. It is an infinite grief for having 
neglected so many fair occasions of saving themselves.  . . . 
[This] will be the most cruel vipor which will gnaw our 
hearts.  Was I not told of it by my ghostly fathers ?... Was I . . 
not assured by faith, that the end of sin was damnation? 
And I  would not open my eyes to my own good..  There . . .  . . 
was a time when God invited me by so many inspirations, 
entreated me by so many voices, allured me by so many 
promises, deterred me by so many treats.  .  Now .  .  after . . 
having shed a sea of tears, I shall never compass what 
formerly I might have obtained with only one tear. 
The author of this piece, Giovanni Pietro Pinamonti, mollified 
the guilt of his seventeenth-century listeners by sharing it with 
them. The use of the first person implies that the shortcomings 
described are, to some extent, a part of the human condition. The 
speaker as well as the listeners have succumbed to the temptations 
afforded by free will and turned their backs on God who gives them 
many chances to live in a state of grace. Therefore, everyone must 
seek God's help because hell cannot be avoided without divine 
assistance and the regret of the damned is inconsolable. 
Joyce does not take so generous a position as Pinamonti. His 
character, Father Arnall, takes direct aim at the students he 
addresses. He accuses. 
This is the last and deepest and most cruel sting of the worm of 
conscience. The conscience will say: You had time and 
opportunity to repent and would not. You were brought up 
religiously by your parents. You had the sacraments and 
graces and indulgences of the church to aid you. You had the 31 
minister of God to preach to you, to call you back when you 
had strayed, to forgive you your sins, no matter how many, 
how abominable, if only you had confessed and repented. No. 
You would not. You flouted the ministers of holy religion, you 
turned your back on the confessional, you wallowed deeper 
and deeper in the mire of sin. God appealed to you, threatened 
you, entreated you to return to him. 0 what shame, what 
misery! The Ruler of the universe entreated you, a creature of 
clay, to love Him Who made you and to keep His law. No. You 
would not. And now though you were to flood all hell with 
your tears if you could still weep all that sea of repentance 
would not gain for you what a single tear of true repentance 
shed during your mortal life would have gained for you. You 
implore now a moment of earthly life wherein to repent: in 
vain. That time is gone: gone for ever. (129-130) 
By switching to the third person pronoun Joyce points the 
metaphorical finger of Father Arnall directly at his audience. This 
changes the whole tone of the extract from that established in the 
original. No one shares guilt with the audience, no one acknowledges 
the human condition. Stephen thinks God has seen the black stains 
on his soul and directs the words of the sermon to him and him 
alone. 
Along with the obvious ploy of implied finger pointing, there 
are a number of sub-textual techniques used to good effect in this 
section. The polysyndetonic use of the conjunction and in the first 
sentence, for instance, accentuates the severity of the spiritual 
torment of conscience. Then comes an inventive use of a colon. The 
lead-in, The conscience will say, is grammatically incomplete. But 
Joyce uses this construction to introduce a series of sentences not 
phrases or dependant clauses. The word following the colon is 
capitalized and starts a series of anaphoric sentences which begin 32 
with You, one of which even contains an internal anaphoric series of 
clauses also beginning with you. So there are anaphoras inside 
anaphoras here: also a polyptoton(you/your ) and an 
anadiplosis(you/You ) inside an anaphora, as well as overlapping 
epanalepsis and anadiplosis( You had the sacraments and graces and 
indulgences of the church to aid you. You had the minister of God.  .) . 
Then there are the repeated words No. You would not. These form a 
mixture of sorts of polyptoton and epanalepsis: polyptoton because of 
its mixture of no and not from the same root, and epanalepsis 
because of a repetition at the end of a clause of a form of the word 
that occurred at the beginning of the clause. The culmination of the 
paragraph contains the straightforward anadiplosis gone: gone. 
So, what do all these syntactic contortions achieve for Joyce in 
this partial paragraph? Well, one must admit, it is a remarkably 
coherent display of unleashed repetition.  Its achievements are 
somewhat different than anything we have seen before because it 
has a double rhetorical purpose. First it must fulfill the requirement 
of rhetoric in fiction: that is, to give credibility to the character and 
what he is feeling. But to do that, the writing must also serve Father 
Arnall and his rhetorical purpose as a speaker: it must persuade 
Stephen. The decision to concentrate on the pathetic appeal rests 
upon Father Arnall's understanding of both his subject and his 
audience. The subject, damnation, is mythological, one which has a 
limited logical appeal because it can be given no empirical support. 
The audience, as Father Arnall well understands, is a hormone 
flushed group of young teenagers who are susceptible to blood 
stirring harangues. Add to these justifications the knowledge that 33 
many of the appeals used in the sermon are taken from a two 
centuries old Jesuit tradition which may be described as "tried and 
true, and the credibility of the sermon as a tool for persuading 
Stephen seems secure. 
Joyce depended upon the classical tools of persuasion, when he 
used rhetorical schemes. But he gave persuasion a personal touch 
when he manipulated sentence and paragraph structure to 
communicate content. As we saw earlier when discussing waves, he 
often gave physical movement the extra-lexical assistance of rhythm 
or specialized structure. Chapter four contains another and longer 
example of this Joycean speciality. At the beginning of section three 
of that chapter, just below three asterisks, Joyce describes Stephen 
pacing and impatiently waiting for his father to emerge from a pub 
with news about the university. 
He could wait no longer. 
From the door of Byron's publichouse to the gate of 
Clontarf Chapel, from the gate of Clontarf Chapel to the door of 
Byronic publichouse and then back again to the chapel and then 
back again to the publichouse he had paced slowly at first, 
planting his steps scrupulously in the spaces of the patchwork 
of the footpath, then timing their fall to the fall of verses. A 
full hour had passed since his father had gone in with Dan 
Crosby, the tutor, to find out for him something about the 
university. For a full hour he had paced up and down, waiting; 
but he could wait no longer.  064) 
The opening sentence, marvelously written for its binary 
rhythm, sets the tone of craftsmanship for the remainder of the 
passage. Five short words, balanced on the fulcrum wait, have a 
rhythm which rises to the center, then falls to the end. Joyce could 34 
have written it, He couldn't wait any longer, but the back and forth 
or up and down movement would have been absent, the structural 
rendition of pacing would have been lost. Instead, with this sentence 
he has started the metronome, and the words which follow conform 
to the beat. Next, the sentence structure mimics the back and forth 
movement. of Stephen. From the door of/ to the gate of and from the 
gate of / to the door of The sentence paces along with Stephen, not 
ending there but with bated breath continuing and then back again/ 
and then back again, and finally coming to rest with the chiasmus 
timing their fall to the fall of verses. Up and down says the last 
sentence, and then the passage ends with a repetition, a pendulum 
return to the idea he could wait no longer. 
Stephen's decision to wait no longer, to exert his independance 
from his father leads, only a few pages later, to Stephen's rejection of 
another authority figure, the church. This moment of supreme 
elation, is often referred to as the bird-girl episode. Stephen has 
unequivically decided to give his life to art, not to the church. He has 
concluded that the call to the artistic life was the call of life to his 
soul not the dull gross voice of the world of duties and despair, not 
the inhuman voice that had called him to the pale service of the 
alter"(169). In his ecstatic frame of mind, Stephen walks along the 
beach marvelling at his metamorphosis and questioning the 
whereabouts of the self left behind. 
Where was his boyhood now? Where was the soul that 
had hung back from her destiny, to brood alone upon the 
shame of her wounds and in her house of squalor and 
subterfuge to queen it in faded ceremnents and in wreaths that 
withered at the touch? Or where was he? (171) 35 
The reflective question asked here repeats anaphoricly at the 
beginning of three sentences. The repetition adds importance to the 
question and emphasizes its philosophic nature. The next paragraph 
answers the final question. 
He was alone. He was unheeded, happy and near to the 
wild heart of life. He was alone and young and wilful and 
wildhearted, alone amid a waste of wild air and brackish 
waters and the seaharvest of shells and tangle and veiled grey 
sunlight and gayclad lightclad figures, of children and girls and 
voices childish and girlish in the air. (171) 
Anaphoric questions are given anaphoric answers. The short 
first sentence leaves He as alone as possible given the constraints of 
grammar. Joyce uses schemes of repetition to heighten the emotion 
of ecstasy like he used them to heighten fear and guilt. The repeated 
and gives the list of situational details a paratactic flavor. Life and 
all its component parts (air, water, sun, etc.) contribute equally to 
Stephen's joy. Polyptoton ties together wild heart/ wildhearted and 
girls/girlish. Girl/ girlish also provides a segue with the next 
paragraph. 
A girl stood before him in midstream, alone and still, 
gazing out to sea. She seemed like one whom magic had 
changed into the likeness of a strange and beautiful seabird. 
Her long slender bare legs were delicate as a crane's and pure 
save where an emerald trail of seaweed had fashioned itself as 
a sign upon the flesh. Her thighs, fuller and softhued as ivory, 
were bared almost to the hips where the white fringes of her 
drawers were like featherings of soft white down. Her 
slateblue skirts were kilted boldly about her waist and 
dovetailed behind her. Her bosom was as a birds soft and 
slight, slight and soft as the breast of some darkplumaged dove. 36 
But her long fair hair was girlish: and girlish, and touched with 
the wonder of mortal beauty, her face.  ( 171) 
As Joyce leaves the self-reflective content of the previous two 
paragraphs and turns to description of the bird-girl, he also limits his 
use of repetition. But he does not stop paying attention to form and 
does not abandon rhetorical schemes. In the first sentence, alone 
and still are made to stand alone, separated from the rest of the 
sentence with punctuation. Five sentences in a row begin with Her, 
the kind of redundancy that would be edited out of most writer's 
texts. But the content of this section depicts ecstasy, which in turn, 
demands undiminished concentration upon the source of joy 
Therefore, the sentences never stray from the source: her. The final 
two sentences of this paragraph play with the kind of reversal that a 
chiasmus uses. Soft and slight, slight and soft criss-crosses 
adjectives; the sentence before accomplishes a criss-cross with 
phonetics: bosom was / as a birds where the alliterative b's and the 
rhyming as trade order of occurrence. Finally, a true chiasmus 
appears in the last sentence. The chiasmus-like structures add 
emphasis to descriptions. 
A paragraph later, Joyce returns to a description of Stephen's 
thoughts. 
--Heavenly God! cried Stephen's soul, in an outburst of 
profane joy. 
He turned away from her suddenly and set off across the 
strand. His cheeks were aflame; his body was aglow; his limbs 
were trembling. On and on and on and on he strode, far out 
over the sands, singing wildly to the sea, crying to greet the 
advent of the life that had cried to him. 37 
Her image had passed into his soul for ever and no word 
had broken the holy silence of his ecstasy. Her eyes had called 
him and his soul had leaped at the call. To live, to err, to fall, to 
triumph, to recreate life out of life! A wild angel had appeared 
to him, the angel of mortal youth and beauty, an envoy from 
the fair courts of life, to throw open before him in an instant of 
ecstasy the gates of all the ways of error and glory. On and on 
and on and on! (172) 
The outburst of joy ignites another explosion of repetition. The 
on and on phrases are only the most obvious. Anaphora repeats his 
in three continuous phrases. There is also the double use of the 
prefix a- in aflame/aglow and the polyptotons of crying/cried, 
err/error, live/life, the repetition of words such as angel, his soul and 
the succession of infinitives; they all contribute to the sense of a 
wildly happy adolescent. This section shows that it was not the 
particular emotion that determined the use of schemes of repetition, 
but rather the emotional pitch. Joyce portrayed ecstatically happy as 
well as desperately fearful with the same device, repetition. 
The next section to examine for form fitting content is the 
villanelle episode. This section culminates the story so far. The 
artist up to here in Portrait has been embryonic, developing but not 
a viable independent person. Now we see the artist for the first time 
practicing his trade. He creates art and writes a poem for his love, 
Emma Clery. 
The episode begins with Stephen Dedalus waking from a night's 
sleep. 
Towards dawn he awoke. 0 what sweet music! His soul 
was all dewy wet. Over his limbs in sleep pale cool waves of 38  light had passed. He lay still, as if his soul lay amid cool 
waters, conscious of faint sweet music. His mind was waking 
slowly to a tremulous morning knowledge, a morning 
inspiration. (217) 
From the very beginning, Joyce uses sentence structure with a 
representational purpose. The first two words of the opening 
sentence establish the setting. The action, delayed until the end, 
accentuates the cautious beginnings of the barely begun process of 
waking. Sentences grow gradually in length paralleling the slowly 
waking mind. Stephen no longer sleeps, but he defers as much as he 
can a full awakening. Sentence five (He lay.. . .) and sentence six 
(His mind..  .) use apposition to retrace information, to make . 
languorous the waking process. Notice that the rest of the paragraph 
does much the same thing. 
A spirit filled him, pure as the purest water, sweet as 
dew, moving as music But how faintly it was inbreathed, how 
passionlessly, as if the seraphim themselves were breathing 
upon him! His soul was waking slowly, fearing to awake 
wholly. It was the windless hour of dawn when madness 
awakes and strange plants open to the light and the moth flies 
forth silently (217) 
Each sentence overflows with dependent phrases or clauses, 
words which redescribe in a different manner something that has 
already been described, deferring further action. Three similes serve 
this purpose, as do prepositional phrases, and verb phrases. The 
final sentence ends the paragraph as it began, with a description of 
setting which further defers linear movement in the episode. 
The next short paragraph contends that an enchantment, an 
inspiration has taken place. Stephen does not recall or describe the 39 
inspirational moment for it is a moment out of time, a happening 
with no beginning and no end, only a before and after. Therefore, 
Joyce writes only of the reflections and afterglow of the inspiration. 
But Joyce does represent the inspiration with a structural element in 
the longer third paragraph. In the middle, in the womb of the 
paragraph nestles a single letter exclamation:"0!". The circle 
represents timelessness, with no beginning and no end. 
0! In the virgin womb of the imagination the word was made 
flesh. Gabriel the seraph had come to the virgin's chamber. An 
afterglow deepened within his spirit, whence the white flame 
had passed. deepening to a rose and ardent light. That rose 
and ardent light was her strange willful heart, strange that no 
man had known or would know, willful from before the 
beginning of the world: and lured by that ardent roselike glow 
the choirs of the seraphim were falling from heaven. (21.7) 
The "0!" symbolizes on the page the womb of the imagination 
mentioned in the sentence which follows; it represents a space to be 
impregnated with inspiration. 
In this case. the connotative meaning of the exclamatory "0 !" 
overwhelms the denotative meaning. Reading this paragraph 
without the exclamation would not detract from the meaning of 
content. In fact, the exclamation seems to add nothing to the lexical 
information available. But it does contribute to the second layer of 
meaning, that which is symbolized by the arrangement of words, or, 
as in this situation, morphemes. The symbolic level of meaning 
would be severely diminished throughout the paragraph without the 
"0! ", however, because the underlying issues of time and artistic 
conception are given added depth by the use of Joyce's artistic 40 
masterstroke. To give the "0!" phonemic resonance and thus add 
strength to the symbolic undertones of the exclamation, Joyce 
employs assonance through to the end of the paragraph.26 
A first verse followed by a second seems to compose itself in a 
burst of inspiration. And then the following short paragraph 
indicates a hesitation in the inspirational moment. 
And then? The rhythm died away, ceased, began again to 
move and beat. And then? Smoke incense ascending from the alter 
of the world. (218) 
Sentence structure and rhythm assist lexicon as a team. The 
verb  ceased, isolated between commas, brings the first full sentence 
to a temporary halt, mirroring meaning, and then a new beginning 
moves to the beat of an iambic rhythm as the sentence says it 
should. 
A third stanza is quickly born. Joyce envisions the inspiration, 
the praise of Emma, as emanating from the earth itself and compares 
the vehicle of insight to smoke rising from burning incense. The 
earth, he says, was like a swinging, smoking, swaying censer.  Once 
more he uses iambic rhythms to simulate a physical motion: a 
priest's back and forth ceremonial swing of a censer. 
The layering of meaning continues sentence after sentence 
now, almost without exception. Structure, rhythm, punctuation, or 
rhetorical schemes continuously reinforce what the words say. The 
more one looks the more one finds and each paragraph is a mother 
lode of buried meaning. As the end of the book approaches, 
remember the devices Joyce used in the opening chapter.  He is dead, 41 
Then their voices ceased, and roared/stopped , a recollection of the 
Dalkey train: each was not only simple in concept, but isolated from 
other examples of sub-lexical devices. The simplicity and 
infrequency of their use fit with Stephen's young age. But now, as 
the budding artist blooms, pretensions compete with skills for 
dominance and the devices appear in heaps. 
The rest of the paragraph reads as follows: 
The rhythm died out at once; the cry of his heart was broken. 
His lips began to murmur the first verses over and over; then 
went on stumbling through half verses, stainmering and 
baffled; then stopped_ The hearts cry was broken. (218) 
This excerpt depicts the last gasp of inspiration.  It progresses 
in steps from first verses to half verses to stopped and then to totally 
broken. Assonance in the second sentence keeps the onomatopoetic 
murmur resonating until the murmuring stops. And the repetition of 
the slightly varied the cry of his heart was broken/The heart's cry 
was broken comes close to being anaphoric. 
Joyce continues the tightly packed support provided by form 
for at least one more paragraph. 
The veiled windless hour had passed and behind the 
panes of the naked window the morning light was gathering. 
A bell beat faintly very far away. A bird twittered; two birds, 
three. The bell and the bird ceased; and the dull white light 
spread itself east and west, covering the world, covering the 
roselight iii his heart. (218) 
Alliteration, repeating the bell beating sound, and the 
anaphoric repetition of covering at the beginning of successive 
clauses are the rhetorical schemes in this paragraph. Joyce plays 42 
with word count to construct A bird twittered; two birds, three. The 
birds can be counted one, two, three; the words can be counted three, 
two, one. 
As Stephen's writing slows, inspiration relinquishes to effort its 
part in the composing process. Stephen now must work at writing 
down what he has been inspired to compose and then intellectually, 
"by dint of brooding on the incident" (70), expand upon it. When this 
happens, the sub-lexical devices diminish. But Joyce continues to 
employ alliteration through to the end of the villanelle episode, and 
one anaphora can be found, and one anadiplosis; but the mother lode 
has been exploited and one now finds beneath the lexical surface 
only the occasional nugget. Until, that is, the final sentence, when 
inspiration returns in the form of a lascivious image spurring 
Stephen to finish the villanelle. 
Her nakedness yielded to him, radiant, warm, odorous and 
lavish-limbed, enfolded him like a shining cloud, enfolded him 
like water with a liquid life: and like a cloud of vapour or like 
waters circumfluent in space the liquid letters of speech, 
symbols of the element of mystery, flowed forth over his brain.
(223) 
Joyce saturates his prose with sensuous L's. Some critics call it 
purple prose. This is one of those passages that Levin(1941) thinks 
has ''faded considerably."27 Booth(1961) asks about it, "Are we to 
swoon or laugh?"28 Such reactions raise again the question of who is 
getting ornate, Stephen or Joyce in the person of the narrator who 
uses his idiom.  If one answers Joyce, then the belief is that he is 
being ironic, even indulging in ridicule of Stephen. If that be the 
case, then the excessive alliteration makes the point clearly: Stephen 43 
is a pompous ass.  If, on the other hand, Stephen takes the 
responsibility for rhetorical excess by virtue of his age and 
callowness, then the excess supports the idea of character naivete. 
Which interpretation Joyce intended for Stephen the reader has to 
decide. The alliterative excess supports either but prefers neither. 
Booth thinks it is impossible to determine Joyce's attitude toward his 
character. According to the disgruntled Booth, The way out seems 
inevitable, but it seems a retreat nonetheless: simply present the 
'reality' and let the reader judge. -2`9 
The reality is that the alliterative L's support the sensuousness 
of the passage. They make clear, if the meaning did not, that the 
moment is not a spiritual one. What enfolded Stephen was not 
something transcendent but a mundane urge described with 
metaphors of water. Water, the source of life, used here to describe 
artistic climax, suggests a kinship between art and sex, between the 
creative experience and the birthing experience, between inspiration 
and procreation: and given Stephen's history of immoderate flings 
with sin and sanctity, it is not a stretch to understand him as a 
personality who eschews self restraint and embraces excess in all its 
forms, including the alliterative. 
The excess speaks for the sensitive poet in Stephen. But 
Stephen also regards himself as a budding intellectual. The twin 
attributes of a true artist, sensitivity and intellect, seldom coincide in 
the life of young Stephen, and so, after the villanelle episode, the 
pendulum swings away from the emotional, along the arc toward the 
intellectual. The final thirty pages of Portrait provide an opportunity 44 
to compare the prose used when intellect rather than emotion 
dominates the personality of Stephen. 
This final section is divided into two parts: the narrative, 
depicting Stephen among his university friends, and the ultimate 
diary section. The narrative begins in the library among dictionaries, 
proceeds to beneath the colonnade, and ends with a Peripatetic 
dialogue between Stephen and his friend Cranly. Stephen's thoughts 
and tribulations are now more often spoken than narrated. The 
emotionalism and concomitant purple prose is gone in favor of 
rationalism and straightforward depiction. Stephen is even seen 
avoiding emotionalism as in this dialogue which begins with Cranly. 
--Let me ask you a question. Do you love your mother? 
Stephen shook his head slowly 
--I don't know what your words mean, he said simply 
--Have you never loved anyone? Cran ly asked. 
--Do you mean women? 
-I am not speaking of that, Cran ly said in a colder tone. 
I ask you if you ever felt love towards anyone or anything. 
Stephen walked on beside his friend, staring gloomily at 
the footpath. 
-I tried to love God, he said at length.  It seems now I 
have failed.  It is very difficult  I tried to unite my will with
the will of God instant by instant. In that I did not always fail. 
I could perhaps do that still. (240) 
This dialogue characterizes Stephen the intellectual: he is now 
embarrassed by emotion and dependant upon intellect and 
willpower for his capacity to love. The prose too characterizes 
Stephen the intellectual; it is detached, unadorned, without the sub-
lexical devices that have been displayed in the many emotional 
scenes of Portrait. Ironically, the form fits the content. The absence 45 
of an emotional appeal reflects the avoidance of emotion by the 
character. The missing sub-lexical devices reflect accurately 
Stephen's epistemology which depends entirely now on cold intellect. 
Had this prose not been preceded by the purple prose of which we 
saw so much, it would not be recognized as purposefully constructed 
to match content.  It would be viewed as a clear, unobtrusive style. 
There can be little doubt, however, that the match of form and 
content was intended. Joyce knew what he was doing when the 
prose of the villanelle section changed dramatically to the prose of 
the university section with only a few pages in between. 
The final section of Portrait, the diary section, covers only the 
last five pages or so.  It takes the university section's detached prose 
to its logical extreme. Joyce uses the format of a personal diary, 
potentially a place to write revealing and emotional entries, to 
display a prose more detached and cold than ever. Readers no longer 
have access to narration which reveals Stephen's inner thoughts, or 
even to dialogue which tells what he is thinking. Stephen tightly 
controls any and all information with a prose that often resembles 
shorthand, and a personal presentation that is nothing less than 
posturing. For example, here is the beginning of the first diary entry. 
20 March: Long talk with Crawly on the subject of my 
revolt. He had his grand manner on.  I supple and suave. 
Attacked me on the score of love for one  mother. Tried to 
imagine his mother: cannot. Told me once, in a moment of 
thoughtlessness, his father was sixtyone when he was born. 
Can see him. Strong farmer type. Pepper and salt suit. Square 
feet. Unkept grizzled beard. (247-8) 46 
This is an example of replaying an argument in one's mind the 
day after.  It is easy to be suave without opposition to counter 
assertions. Because there is no one to refute him, Stephen's 
characterizations are certain and uncomplicated. The clipped, 
paratactic prose embodies the self assurance that Stephen wishes to 
project, and Joyce has again found a form for his language which fits 
the content. The language of Stephen the arrogant teenage 
intellectual differs considerably from the language of the frightened 
Stephen after the sermon on hell, or from the language of Stephen 
the unsure child confronting the rector. 
But self assurance comes at a price. Stephen disdains his 
mother's religious beliefs, and when she predicts that he will one day 
repent and return to the church, he glibly reports in his diary, 
"Cannot repent. Told her so and asked for sixpence. Got 
threepence.". He has also become arrogant and sarcastic with his 
friends and calls Cranly the "child of exhausted loins." His mother 
worries that his heart is hardening. Stephen records his mother's 
reaction in his diary's penultimate entry. 
26 April: Mother is putting my new secondhand clothes 
in order. She prays now she says, that I may learn in my own 
life and away from home and friends what the heart is and
what it feels. (252) 
The seemingly straightforward record of maternal concern no 
longer employs the clipped prose of bravado. The unguarded and 
transparent language reveals Stephen in a moment of quiet self 
reflection, and displays a core of hidden humility.. Maybe, just 47 
maybe, his mother possesses a wisdom that Stephen has yet to 
understand. But another burst of bravado soon covers the exposed 
core. The clipped sentence structure returns to fit Stephen's 
posturing. The diary entry continues. 
Amen. So be it.  Welcome, 0 life! I go to encounter for 
the millionth time the reality of experience and to forge in the 
smithy of my soul the uncreated conscience of my race. 
(252-3) 
The final entry is a short prayer to the old artificer, the Greek 
mythical figure Dedalus, the namesake of Stephen. It resembles an 
abbreviated Our Father directed to the patriarch of an artist, or, in 
the Roman Catholic tradition, an ejaculation designed as a brief plea 
for assistance. 
27 April: Old father, old artificer, stand me now and ever in 
good stead. 
Stephen, one who rejects the religion of his mother, still prays 
for guidance and still directs those prayers to a father figure. Our 
father changes only slightly to Old father. Stephen, maybe, did not 
intend to reveal how little had changed from his mother's beliefs to 
his own, but Joyce, with the form of this prayer as well as the form 
of all the language in Portrait, always tells us more than a strictly 
denotative writer ever could. 48  4. Conclusion 
Portrait is an important transitional book in the Joyce canon. 
Previous to it, Joyce was a transcriber of content. He told stories. 
But never was he a traditional storyteller. In Dubliners he told short 
stories with his idea of epiphany in mind, for even early in his 
career, Joyce declined to do all the interpretive work for his reader. 
Rather, he layed out the details which led to his own epiphany with 
the hope that the reader would see the ''spiritual manifestation" for 
himself. Joyce believed that "it was for the man of letters to record 
these epiphanies with extreme care, seeing that they themselves are 
the most delicate and evanescent of moments."30 To do this, Joyce 
relied on the denotative and lexical connotative elements of the story 
to carry the load of meaning. He did not, however, use with 
regularity, form to carry content. 
Stephen Hero neither manipulated form to fit content nor 
provided connotative information. In Stephen Hero, the narrator, 
who interfered and interpreted so little in Dubliners, continuously 
interposed himself between the reader and the text to interpret. 
Joyce left nothing for the reader to do except understand the 
denotative text. As was seen in the excerpt earlier, Hero has a 
predigested quality to it that does not exist in other works by Joyce. 
A Portrait of the Artist as a Young Man marks Joyce's 
unequivocal return to the use of the connotative elements of 
language. He returns, however, not just to the elements used in 
Dubliners but to a repertoire expanded to include elements of form 49 
as well as lexicon. With renewed fervor, Joyce captures the matter, 
the subject of the story he tells, with all the means at his disposal, 
and this includes sentence structure, punctuation, prose rhythm, and 
apt rhetorical schemes. This expanded emphasis on form and 
connotative elements augurs a new relationship between the author 
and his audience. In his next two books, Joyce delegates more and 
more interpretive responsibility to his reader. He comes to expect 
from us the kind of analytical skills that a prelection demanded.  He 
anticipates that connotations will be uncovered and understood. 
Indeed, by the time he writes Ulysses and Finnegans  Wake, Joyce 
will push the need to decode connotations to the top of his list of 
demands. Finnegans Wake, an exercise in mining for the connotative, 
demands so much from the reader that it hardly makes denotative 
sense to most. 
But Portrait, the first stop along the road to increasing demands 
on the reader, does not require the kind of active pursuit of the 
connotative that parts of Ulysses and all of Finnegans Wake do. In 
Portrait, form functions as an aid not a prerequisite to understanding 
content. With the help of his own intuition and training, Joyce 
helped the reader participate in Stephen's emotional life by fiddling 
with form long after he had decided on content. Joyce explained his 
methods when he told Frank Budgen why one of his work days on 
Ulysses had yielded only two sentences. "I have the words already," 
Joyce said. "What I am seeking is the perfect order of the words in 
the sentence. There is an order in every way appropriate."31 In 
Portrait, appropriate order presented not a demand but an 
opportunity for the reader to find layers of information consistent 50 
with Joyce's theory of epiphany. Finally, appropriate order lent his 
prose a poetic fluency when read aloud. 
Despite all that is going on beneath the surface, Portrait can be 
read simply for its story. The reader can enjoy the content without 
working hard to decipher the sub-lexical elements. But for the 
author, Portrait began the journey toward a commitment to form as 
well as content. Joyce would not stray again, as he did with Stephen 
Hero, from using all the means at his disposal to create meaning. 
From Portrait on, the mode of handling became an end in itself. 